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NEW13 
Foreword 
Since its establishment in 2003, NEW has 
become widely recognised as a key event 
in the visual arts calendar. Each year NEW 
provides us with a fresh perspective on 
current arts practice in Australia through 
the eyes of a guest curator. And each year 
a grou p of young artists are given the 
opportunity to make and present a dream 
work with the support of the ACCA team. 
This much anticipated annual survey 
has entered the professional and public 
consciousness as an event that nominates 
individual artists of rising interest and plots 
the continual aesthetic shifts in the local 
contem porary art environment. 
NEW13 curator, Charlotte Day has selected 
seven artists from Melbourne, Sydney 
and Perth to make new commissions 
for ACCA's distinctive spaces. The mix 
of projects includes video and film, 
sculptu re, architectura l intervention, 
computer programming, sound works, 
and performance . At a time when an 
appetite for spectacle often drives the 
display of contemporary art in the gallery 
context, Charlotte has purposely sought 
out a much quieter and more reflective 
group of projects that find meaning and 
poetry in the interstices. Indeed reflection 
becomes a metaphor in several works 
that focus on light and technology. NEW 
continues to demonstrate the myriad ways 
that artists engage with ideas through 
materia ls and, at times, the immaterial. 
This is an elusive, sometimes fragile, and 
often playful set of projects. 
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Our congratulations to the artists: 
BJlnjamin Forster, Jess MacNeil, Alex 
Martinis Roe, Sanne Mestrom, Scott 
Mitchell, Joshua Petherick and Linda Tegg 
on their fabulous projects and to Charlotte 
Day who has so thoughtfully drawn 
together this year's NEW. 
As well as nurturing the talents of 
outstanding younger artists and curators, 
NEW provides an opportunity for a range 
of arts writers. We hope you enjoy the 
new essays in this catalogue by those 
commissioned to respond to the NEW13 
artworks. 
NEW is generously supported by the 
Bal naves Foundation, a visionary 
philanthropic organisation that has bee n 
ACCA's partner and presenter of NEW since 
2009. Once again we thank Neil and Diane 
Balnaves, Hamish Balnaves and the other 
Foundation Trustees whose commitment to 
fostering young talent has enabled NEW to 
flourish over the last 5 years. 
Kay Campbell 
Executive Director 
5 
Listen to the silence, let it ring on. 
Eyes, dark grey lenses frightened of 
the sun. 
We would have a fine time living in 
the night, 
Left to blind destruction, 
Waiting for our sight... 
Excerpt from Joy Division's song 
Transmission, 1979 
NEW13 brings together seven artists and, 
whilst there is not a specific theme or 
proposition that unites them, there are 
connections between their exhibited works. 
The process of transmission may be a 
good place to start thinking about how 
their work coa lesces. 
A number of projects in NEW13 involve the 
transmission of light, data and ideas over 
distances, across time and into the gallery 
spaces. For example, in Scott's Mitchell's 
Millenium Fountain (2013), raw sunlight is 
transm itted from outside into the deepest 
recesses of ACCA's galleries; while in 
Sanne Mestrom's project the subjects 
and format of iconic modern paintings 
are brought back into a three dimensional 
spatial relationship with the viewer. Both 
Joshua Petherick and Benjamin Forster's 
projects delve into the dark matter of the 
screen space itself, and Alex Martinis 
Roe and Forster utilise spoken word 
and text respectively to open up a space 
for the generation of dialogue. In the 
transmission of Linda Tegg's video of a 
choreographed performance and in Jess 
MacNeil's 16mm film, perspective is seen 
to continually shift, subject to obscuration 
and disintegration. 
The NEW13 artists don't take the con-
straints of the media they are working with 
as a given, and in a number of instances 
wi lfully adapt them to reveal something 
that may have been previously invisible 
or unexplored. There is a 'live' element 
in many of the works - not so much the 
idea of live performance art as has been 
recently popularised, but the liveness of 
the transmission in real time, something 
potentially fluctuating, changeable, precari-
ous and impermanent. This could be best 
described as a shared frequency or a wave 
length that encourages the dismantling 
and remaking of things, delving into the 
material of art history, technologies, lan-
guage and human relat ions, recalibrating 
them but also leaving them open enough 
to fresh speculation. 
While Scott Mitchell has an impressive 
level of technical know-how, I wouldn't 
categorise him as an early adopter. He 
is more of an adapter, modifying things 
(previously ipods and other artists' 
works) to make something anew. He has 
approached ACCA in a similar vein, treating 
the bui lding itself as an object/machine that 
may be modified to alter how it is occupied 
and the way things are perceived within it. 
In this project there is obviously a crit ique 
of the conditions of the gallery/museum 
as a site separated off from the world 
around it, and perhaps also a critique of the 
concept of 'newness'. 
Why does the title refer to a millenium 
fountain when we are well into the new 
century? Remember all the fuss about 
the turnover into the new millenium 
and predictions of it being a kind of 
technological Armageddon? Mitchell's 
reference to the millenium may be to a 
reflective tu rning point in time, creating an 
opportunity to look back as well as into the 
future. With its complicated calculations 
but rudimentary materials, Mitchell's 
monument is a DIV masterstroke. While 
reliant on the unpredictable Melbourne 
weather, it is otherwise basically self-
sufficient. It is th is economy of means that 
makes it so alluring. We follow light from 
ACCA's roofline into the foyer, reflecting 
from the floo r to the ceiling and along the 
gallery wall until it travels through two 
small apertures cut into a dividing wall into 
the deepest recesses of the building. After 
this long, and to all intensive purposes, 
precarious journey the light illuminates and 
heats up two large solar balloons. Almost 
miraculously, the softly glowing embryonic 
forms connect the room with a nascence 
much greater than the sum of their parts. 
I have seen viewers going up very close to 
Joshua Pethericks' video screens in NEW13, 
as if immersing themselves in the light 
and intricate shapes will help them get to 
grips with the strange world represented. 
Some people even go fu rthe r, and are 
tempted to touch the screens, thinking t hey 
are interactive, perhaps heat or motion 
Sanna 
Mestrom 
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Sanne Mestrom: The Image, the Object, the 
Plinth and the Frame 
Helen Hughes 
Sanne Mestrom is concerned with the life 
of art h istorical images. Her installation-
based works, which seek to explore the 
formal tropes of painting through sculpture, 
often meditate on the way an art object 
or image traverses realms, such as from 
two- to three-d imensionality; protean 
memory to fixed form; singular masterpiece 
to generalised style. Her investigations 
into the lives of art objects and images 
are always tied to their framing devices: 
cultural, curatorial and art historical, as 
well as physical. In Mestrom's work, the 
significance of an image or object is nearly 
always formally commensurate with its 
support, whether a frame or a plinth. 
Indeed, in many cases the framing device 
is inextricably entwined with that which is 
being framed. 
For source material, Mestrom typically 
sifts through the canon of 20th-century 
modernist art history, selecting and 
repurposing iconic objects and images to 
examine the cultural, psychological and 
emotional significance attached to them 
today. She is interested in the way the 
tropes of high modernism move and morph 
between different historical and cultural 
realms. Her work critiques the authentic 
modern by plotting the trajectory and 
proliferation of these tropes and drawing 
them into the current moment, analysing 
and playing with the ways in which they 
lose and gain value and meaning over t ime 
and in different contexts. In Large Reclining 
Nude (2012). for instance, the female nude 
alluded to in the title (after Matisse) takes 
the form of a low- lying, white-tiled table 
upon which further clusters of loosely 
anthropomorphic objects are placed. Here, 
M atisse's original muse undergoes drastic 
transformation to become a utilitarian 
object: she forms the conceptual, visual 
and physical support for Mestrom's 
contemporary iteration. 
The Bell Curve (2013) reprises this archaeo-
logical approach to modern art to explore 
the nexus between the perception and 
representation of reality, a concern at the 
core of Mestrom's practice. By focusing on 
the muted still lifes of 20th-century Italian 
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artist Giorgio Morandi and on Picasso's 
iconic 1937 painting Weeping Woman, The 
Bell Curve draws a parallactic arc between 
these two major figures - both of whom 
approach the same theme of describing 
reality, though via wildly different pictorial 
languages. The Bell Curve establishes 
and then tests the tension between these 
two practices. It comprises five sculptural 
compositions based on Morandi still lifes 
and a towering, 3.5-metre-tall aluminium 
fountain sculpture that spills tears from a 
large bronze eyeball, based on Picasso's 
violently fragmented and ill-hued painting 
of Dora Maar. 
For Mestrom, the relationship between 
seeing, being and depicting is enunciated 
most poetically in the famously minimal 
still lifes of Morandi. The most radical 
of these comprise a single pencil line 
that adumbrates neither an object nor 
its space, but rather sketches their point 
of differentiation. The severe aesthetic 
reduction in Morandi's still lifes point the 
viewer away from the subject matter and 
towards the act of seeing and depicting, 
of describing reality and meditating on 
form. This, of course, is also the effect of 
the fractured or ruptured picture planes of 
Picasso's cubist period. 
Musing on Morandi, Mestrom presents five 
black, skeletal steel plinths, atop of each a 
matte white platform with a perpendicular 
blank backdrop - like miniature stage sets 
on stilts. Echoing the transformation of 
Matisse's nude into a table top, Morand i's 
frame here becomes Mestrom's plinth. 
These stages display a selection of ceramic 
objects whose forms are drawn directly 
from Morandi's still lifes. The ceramic 
objects are unfettered, neutra l, understated; 
formal exercises, they are rendered non-
functional - no longer hollow vessels but 
mute objects. They are left uncoloured and 
unglazed, and are lit so as not to cast long, 
theatrical shadows but to be bathed in an 
even light absorbed by the matte surfaces 
of the objects and their backdrops. 
The stage-like plinths function as both 
sculptural supports for the ceramic objects 
and as frames that relegate the objects 
into a type of fixed two-dimensional 
composition . In so doing, Mestrom tightly 
braids the formal tropes of painting with 
those of sculpture throug h their respective 
support systems. One resu lt of t ra nslating 
Morandi's two-dimensiona l objects into 
the th ird-dimension, however, is that the 
horizon line used in paint ing to orient 
an object to its space here radically 
unhinges the objects from a single, stable 
representation. As viewers walk around and 
between Mestrom's sculptures, t he lines 
of the skeleta l plinths shift and the stage-
like backdrops continuously reframe the 
objects they house. The compositions are 
perpetually undone, destabilised with each 
step of the wa ndering viewer. 
The scu lptures, then, based on and named 
after Morandi's still lifes, literalise t he 
gesture of depiction that describes and 
constructs the real. Th is is how Mestrom 
preserves the direct add ress of the object, 
what she describes as its 'honesty': her 
stil l lifes are not representations of stil l 
lifes; t hey are still lifes. Similarly, her 
Weeping Woman fountai n does not 
represent a weeping woman, it is weeping. 
By extension, we can see that this is how 
Mestrom prises images and objects from 
art history to ensu re their hold on the 
contemporary moment. She creates an 
experience of the work that is grou nded 
in seeing and being physically present. 
Her references to art historical objects and 
images th us demand our critical attention 
in the here and now. 
Helen Hughes is a PhD candidate in art history at 
t he Universi ty of Melbourne, co-founde r and co-
editor of Discipline, and an ed ito r of emaj - the 
electronic Melbourne art journal. 
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